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1
Abstract
The heart of civic life in Renaissance Florence was an open square called the Piazza della
Signoria. The piazza was the site of debates, executions, and power struggles, making it the most
contested space in the city. Florentines held tremendous pride in their republic and often
commissioned sculptural works to represent their civic values, displaying them publicly in the
piazza. This research examines the shifting messages of sculptural works in the Piazza della
Signoria during three distinct periods: from the piazza's creation in 1300 until 1494; from the
expulsion of the Medici in 1494 until their return in 1512; and after 1512 during the Medici’s
reign as the Dukes of Florence.

2
Introduction
Since the creation of Florence’s Piazza della Signoria in 1299, the square served as a
space where Florentine citizens could gather to participate in their republican government.
Beyond civic engagement, though, the piazza enabled Florentines to develop their individual
civic identities. Elected officials of the republic’s Signoria and later leaders of Florence filled the
piazza with images that told their narrative in the greater context of Florentine history, but theirs
were not the only perspectives present. Florentines were free to project their notions of ideal
citizenship onto the statues of the Piazza della Signoria. The act of conversation, in both political
discourse and artistic interpretation, defined the function and greater meaning of the square
through the fifteenth and sixteenth centuries.
Statues placed in the Piazza della Signoria during Florence’s republican period were
typical for similar works in the period, in that they had a patron with a specific message and an
intended audience. But the placement of these images in Florence’s arena of public discourse
meant that patrons lost a degree of autonomy over the interpretation and legacy of the images.
No leader of Florence, regardless of their political authority, could prevent Florentines from
placing their own meaning behind the statues they installed in the piazza. The eventual end of
Florence’s republic in the 1530s could not turn the dialogue of the space into a monologue. As
long as the space existed to symbolize civic engagement, the message of the piazza would
remain a conversation.
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Chapter 1: The Piazza della Signoria as Contested Space
The centuries-long struggle for power in Florence has left physical reminders of political
competition within the city. In the late medieval period, the Italian peninsula was divided among
city-states that competed with one another for economic and political success. Most of these citystates were positioned between two large and influential powers: the German Empire and the
Papal States. Certain city-states gravitated towards one power or the other, but even within cities
the populations were divided between pro-imperial and anti-imperial factions. 1 The power
struggle in thirteenth-century Florence saw two groups compete for power of the city: the
Ghibellines, who were feudal nobles that supported the German Empire, and the Guelfs,
supporters of the papacy who included wealthy bankers and international merchants of the
patrician class as well as the popolo, or Florence’s artisans, local merchants, and the professional
class. Members of the popolo organized into guilds based on their profession to rival the power
of feudal families and establish a set of regulations for everyone in the same profession. 2 Over
time, a distinction grew between greater and lesser guilds, as some emerged as more influential
(arti maggiori, major guilds) than others (arti minori, minor guilds).3 In 1292, the arti maggiori
and arti minori aligned with each other to finally defeat the Ghibellines and reclaim Florence’s
government for the guildsmen.4
During the period of Guelf control beginning in 1292, a new set of rules for elections
called the Ordinances of Justice was established. The Ordinances excluded a list of elite families
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and high clergy from holding office in the Signoria, which effectively became a guild
government.5 This triumph over the Ghibellines created the need for a physical location from
which the nine priors of the Signoria could govern. They sought to add a building to the
Florentine urban landscape, memorializing in bricks the struggle between the traditionally strong
elite and the long domesticated popolo. As a proclamation of republican victory, construction of
the Palazzo della Signoria6 and its open piazza (square) began in 1299 atop a site previously
owned by the Uberti, a wealthy elite family who long resisted republicanism in Florence and
maintained a tight grip on their power until they were forced out in the 1260s. 7 Architects leveled
what was left of the Uberti’s holdings and built a fortress-like palace with an open piazza,
physically and psychologically ensuring that the family would never build another palace. At the
dawn of the fourteenth century, the popolo had gained legitimate control over Florence, earned in
the bloodshed and struggle of the previous century.
The Piazza della Signoria (appendix 1) was the site of monumental action in the history
of the republic, as the Signoria did not always please all Florentines. After their victory over the
Ghibellines, the Guelfs fragmented into different factions. Although they were not aristocrats,
members of the wealthy patrician class of the arti maggiori were well connected to Florentines
across the city. Their professions as bankers or merchants helped them build up networks of
allies across Florence, and the patriarchs of the patrician families could call upon their network
to elect them to the Signoria with the promise of political and economic favors in return.
Florence’s republic from 1292 onward was primarily governed by the patrician class, where
5
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divisions among wealthy merchant families continued the political chaos of the city for the next
several centuries. 8
As the patricians gained the upper hand in the Signoria, discontent rose from the
excluded lower classes who had helped defeat the Ghibellines. One point of contention came
from the 1293 Ordinances of Justice, which specified that guild membership was a condition for
Florentine citizenship. Non-guildsmen were unable to vote or hold office, and because of their
exclusion from politics, they rarely saw laws passed that spoke to their concerns and interests.
This group of workers was called the popolo minuto,9 and meetings or associations among them
were considered illegal. In July 1378, a group of workers were arrested under this law and were
held at the Signoria’s instruction. A large group of textile workers known as the Ciompi had
been looking to gain representation for those skilled and unskilled workers and independent
artisans who were not given membership into the wool or cloth guilds, and the detainment of
these workers sparked a revolt. The Ciompi filled the piazza, demanding the release of the
prisoners and the resignation of the priors who excluded the popolo minuto from the political
process. After several days, they stormed the Palazzo della Signoria and declared Michele di
Lando, a leader of the popolo minuto, the Standardbearer of Justice.10 The piazza continued to be
the center of political spectacle and conversation, as the public executioner was hanged by his
feet outside the palazzo, a practice not uncommon to the building in times of political turmoil. 11
In six weeks, the popolo minuto created three new guilds to represent them and reorganized local
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election processes that ensured the balance of power would not tip in favor of the arti maggiori
or the arti minori. Several of these reforms did not last, though, as Michele di Lando failed to
represent all of the popolo minuto. Many of the Ciompi rejected his leadership, and a battle broke
out in the piazza on August 30 between the Ciompi and the militias of the other guilds, directed
by di Lando.
When the Ciompi were crushed, an assembly in the piazza of Florentine citizens known
as a parlamento was called in the Piazza della Signoria. One of the Ciompi’s new guilds was
dissolved while the remaining two were incorporated into the arti minori.12 The events of the
Ciompi revolt, with its aggression and eventual resolution, elevated the status of the Piazza della
Signoria as the center of political life in Florence. Citizens were encouraged to gather in the
piazza regularly in celebration of Florentine republicanism for any number of reasons, including
to make decisions in a parlamento, to assemble a militia in defense of foreign aggression, or to
boast as the bodies of the city’s enemies which were hanged from the top of the palace.
Another use of the piazza which amplified its status as a public civic space was to hold a
crowd that witnessed the swearing-in of new priors every two months. Shops would close during
the ceremony so everyone could observe the transfer of power from one elected Signoria to the
next. While the crowd gathered in the piazza, the old and new priors would exit the palazzo onto
the raised outside platform that ran along the front of the palace, which was called the ringhiera.
In the event of inclement weather, they would convene in a covered space in the piazza called the
Loggia dei Lanzi. These ceremonies involved a series of rituals, music, a speech, benediction,
and an oath from the new priors.13 The pomp of this common transition between priorates
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revealed how important it was to Florentines to feel involved in the civic process. Nothing was
worth celebrating like the success of a new Signoria.
From its conception, the Piazza della Signoria was a point of Florentine pride, a symbol
of the people conquering the city’s enemies and earning their right to govern. It was the place
where public debate began and ended, and therefore could not be a neutral space. Florentines
came to understand the piazza as a physical representation of their values. Consequently, they
looked critically at what was displayed in the piazza. Whoever occupied the palazzo had it in
their power to commission physical signs of their dominance for public display, through artwork
featured within the palazzo or sculpture installed out in the piazza. As such, the piazza became a
contested space and a witness to the grappling for power between the popolo and the elite
families, who were persistent in their attempts to restore their control. Conversation in the piazza
was not limited to Florentines themselves, but also broke out among the sculptures installed in
the space, with their rich histories, contexts, and patronage. Between 1310 and 1434, control of
the Signoria oscillated between prominent families of the arti maggiori until the power finally
swung in the direction of one family, the Medici. 14
The histories of the Medici family and the republic of Florence are deeply intertwined.
Regarded as the wealthiest, best connected, and most powerful patrician family in Florence in the
fifteenth century, the Medici rose to the top of the patrician elite in 1434, but their relationship
with the city traced back much further. By 1400, the decision-making power in Florence had
migrated from the guilds and the Signoria to well-connected individuals and families. The
practices of patronage, granting favors, and offering protection performed by wealthy elite
families became increasingly influential in the daily lives of the popolo. As the patriarchs built

14
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networks throughout their neighborhoods, they offered political favors to their clients, friends,
and allies, and were thus able to sway the opinion of various councils and offices of the Signoria
in their favor. A popular criticism of government during this period was that political decisions
were made in private spaces, maintained by alliances and private dinners, rather than in a public
forum like the piazza, as the people had hoped. 15
Between 1400 and 1434, the Medici increased their influence through this system of
alliances and favors. Cosimo de’ Medici became the patriarch of the family in 1420 and
continued the legacy of business and shrewdness that his father, Giovanni di Bicci, left to him at
his retirement.16 Giovanni established the Medici Bank in Florence in 1397, when it was
considered the banking capital of Europe. Florence was a major exporter of wool and cloth,
enabling Giovanni to expand his clientele across the continent. One of his most prestigious
accounts which helped grow his capital and network was the Curia (papal court), where
Giovanni and Cosimo forged powerful alliances with popes and princes. 17 Outside of Rome, the
Medici Bank expanded the family’s influence in Venice, Naples, and Gaeta, 18 greatly increasing
their wealth and providing useful contacts when Florence came into conflict with rival citystates.
Between 1420 and 1428, Florence was involved in a costly war with Milan, and the
republic needed money quickly to pay mercenaries to continue to fight. Cosimo and his wealthy
allies were appointed to the council which determined who gave loans to the city and at what
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interest rate, known as the Officials of the Bank. With this position, Cosimo was able to
influence Florentine foreign policy and bolster his own income by lending with heavy interest
rates. Perhaps most important, though, was that he made Florence dependent on his money,
which secured his status within the city that was historically unfriendly towards powerful
patriarchs.19
Cosimo’s position, therefore, was unique. He had friends at the Curia with the pope’s ear,
and unmatched wealth that enabled him to be a patron to more popolo than any other patrician.
While other wealthy families could earn the loyalties of Florentines by granting local favors,
Cosimo could connect his non-elite clients to the papacy. 20 He cultivated unprecedented power
and support from all strata of Florentine society, and in a phenomenon familiar to Florence, the
other patrician families felt threatened and impotent in the political affairs of their city. In 1433,
Cosimo was arrested for various political crimes, including bribery, illegal interference with
elections, and profiting from a prolonged war against Lucca. 21 Awaiting his trial from a cell in
the Palazzo della Signoria, Cosimo’s allies in Venice, Ferrara, and Rome expressed their
discontent with his imprisonment and threatened violence against Florence. The city was in no
condition to wage another war, but the Signoria could not release him without fear of internal
uprisings. In a controversial turn of events, Cosimo was sent into exile in Venice on October 3,
1433, where he continued to monitor the status of Florence until he could return home. 22
Less than a year later, his opportunity appeared. At the end of August 1434, four
prominent Medici allies were elected to the Signoria, and the five other priors were not known
19

Najemy, A History of Florence, 265.

20
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for being anti-Medicean. In late September, they summoned members of various elite families,
including those directly responsible for the charges against the Medici, for a discussion regarding
the family’s potential return to Florence. Insurrection erupted from the anti-Medicean faction and
members of their patronage network, but interference from Pope Eugenius IV prevented a hostile
crowd from besieging the Palazzo della Signoria. The pope, a Florentine who served to benefit
from the Medici’s return to Florence as a client of their bank, drafted an arbitration which cooled
the tensions between the Signoria and anti-Medicean faction, allowing Cosimo to peacefully
return to the city in September 1434.23
Upon his arrival, Cosimo quickly consolidated his power under the advantage of a
friendly Signoria. Approximately 500 people, once household numbers were considered, were
exiled from Florence for their participation in the anti-Medicean plot. 24 Additionally, future
nominations to the Signoria were kept within the Medici’s extensive network of allies, ensuring
that Cosimo could influence local politics when necessary and that he would have the protection
of the city if another hostile faction arose. His leadership was cautious; he was deeply affected
by his time spent in exile and would not allow ambition or passion to divert his attention from
the proliferation of the Medici legacy. 25
Now at the helm of Florentine politics, Cosimo looked to legitimize his power by
transforming the Florentine urban landscape. Raised in humanist Florence, Cosimo was familiar
with the growing influence of ancient Roman philosophy, rhetoric, and art on the Renaissance
world.26 He called upon existing traditions of architectural and artistic patronage to reach the
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Florentine public, which was comfortable reading physical monuments as symbols of power. As
Cosimo’s wealth accumulated from his successful banking network, though, he encountered an
ethical problem that questioned the validity of his business. Usury was condemned in the bible,
and patrician bankers struggled with the knowledge that their hard work and money could
prevent them from reaching heaven. In response to this dilemma, Cosimo became a generous
patron of religious art and architecture. By spending money to enhance the beauty of churches,
he hoped to earn the good will of God and undo the sinfulness of his profession. 27 While Cosimo
exerted his influence through the extensive economic and political forces at his control, he also
made the presence of the Medici known on the streets of Florence through outward expressions
of piety, a practice continued by later Medici patriarchs. The works commissioned by Cosimo
were public displays of his wealth, and appeared all across the city, in public and private spaces.
The Medici and other families of similar status used their family stemma, or coat of arms,
to identify buildings, chapels, and artwork as their own. The Medici’s stemma dated back to the
1200s, and was clearly associated with the family by the time of Cosimo, although the reasoning
for the design is unclear. The stemma of the Medici always features a shield with red palle, or
balls. The number of palle depended on who commissioned the work, because each stemma was
individualized to the patriarch. 28 Renaissance Florentines living in Cosimo’s neighborhood were
deeply familiar with the stemma, as it branded nearly every surface they encountered.
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An important exception to the pervasive Medici palle, though, was the Piazza della
Signoria. While the Medici’s palace (appendix 2) and neighborhood were sealed with their
signature on all of the different architectural monuments they had commissioned, the Palazzo
della Signoria and its piazza remained free of the palle and any Medici-sponsored art. This was a
testament to Cosimo’s cautious approach to governance, and likely came from the advice which
Giovanni di Bicci supposedly shared with Cosimo and his brother on his deathbed, “Never hang
around the Palazzo della Signoria, as if it is the place where you do business… Never make a
show before the people, but if this is unavoidable, let it be the least necessary.” 29 The Medici’s
influence met significant resistance; the popolo, minor guilds, and the family’s patrician rivals
felt the family had too much control. If the Medici tried to implicate themselves with the seat of
the republican government, the greatest fears of the popolo would be realized and the city would
almost certainly turn against the family. Both the Palazzo and Piazza della Signoria were public
spaces for the celebration of Florence’s liberation from her enemies, not a display of any
individual’s personal wealth. In comparison to later decoration of the piazza, the period before
1494 saw elevated themes of republicanism and opportunity, with a notable absence of patrician
claims.
Sculpture that appeared in the Piazza della Signoria prior to 1494 reflected Florentine
civic pride in the republic. The piazza, since its completion around 1330, had been dominated by
the images of a lion, Il Marzocco. The original Marzocco, which has since been lost, was placed
on the ringhiera of the Palazzo della Signoria, the raised platform which overlooked the piazza
where priors could address large crowds that had gathered there. During swearing-in ceremonies,
the old priors would place a crown on Il Marzocco to honor him as a symbol of the republic,
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reminding the audience of the Signoria’s loyalty and service to Florence. 30 This placement of the
Marzocco on the ringhiera made it appear to Florentines as if the mighty lion was keeping watch
over the piazza and the greater republic.31 Historians have gone further to argue the lion motif
was continually reintroduced into the Florentine urban landscape as a symbol for the city itself.
Florence was not the first city to represent itself with an animal as a civic symbol; imperial rule
was often associated with an eagle, Venetians were known for their winged-lion, and mythic
tradition established the wolf as the symbol of Siena. Some scholars have attributed the use of a
lion as the symbol of Florence to the live lions that were kept on display behind the Palazzo della
Signoria in the fourteenth century. After the birth of two lions in the den in 1331, the animal
became a symbol of good luck for the entire city. 32 The close proximity of these powerful
creatures to the occupants of the Palazzo associated the priors with the king of the jungle, and
suggested that no power could overtake the might of the Signoria.
Instead, the impact and legacy of the Marzocco on the Piazza della Signoria can be
measured in its establishment of a theme in the piazza’s dialogue. For centuries after its
construction, the lion reappeared throughout the city. One of the earliest surviving lions of
Florence is Donatello’s Il Marzocco (appendix 3) from 1420, which replaced the older, lost
Marzocco in the piazza in 1814.33 The bases of many statues installed in the sixteenth century
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piazza featured small lions, effectively acquainting the new works with the older, dominant
theme of the piazza. After the end of the Florentine Republic in 1530, the lion imagery was used
by the Medici Dukes to demonstrate their superiority to and close relationship with the city.
Benvenuto Cellini’s bust of Grand Duke Cosimo de Medici (appendix 4), completed circa 1553,
featured a lion on the right shoulder of the grand duke’s armor, and was one of many images of
the later Medici featuring a lion. When Grand Duke Cosimo I associated himself with the city’s
symbols, he claimed not only to be Florence’s leader, but to be Florence itself. 34 The
proliferation of this image as a symbol for Florence across republican eras and dukedoms
indicated its flexibility to be presented as however the dominating form of government took
shape. This reconfiguration of the lion in the piazza underscored the importance of the space to
Florentines, who saw themselves reflected in the lion and other later additions to the piazza.
Before 1494, the dialogue in the Piazza della Signoria, both physically and sculpturally,
was rooted in the themes of republicanism; namely, public participation in government and the
civic identity of Florentines. The piazza encapsulated the struggle for control, but despite periods
of familial dominance and the deterioration of a republican government, it was preserved as a
public space for the celebration of Florence, civic engagement, and the city’s superiority over its
rivals. The conversations which occupied the piazza were constantly changing, but the
understanding of the space was consistent, that is until decades of rising tensions sparked a
change of regimes in 1494.
Cosimo de’ Medici’s reputation for shrewdness and piety worked to preserve his
relationship with the popolo and his patrician allies when they otherwise would have become
hostile. Though he tried to impart this wisdom upon his son, Piero, and grandson, Lorenzo, the
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future patriarchs of the family, their extensive power became more difficult to conceal from the
public. After 60 years of Medici dominance, resistance to the family permeated Florence. 35
Around 1455, there was a rise of anti-Medici sentiment due to public dissatisfaction with
Florentine diplomatic policy, particularly with Cosimo’s carefully constructed relationship with
Milan.36 Following Cosimo’s retirement as patriarch and eventual death in 1464, his son Piero
de’ Medici took his place and committed to a triple alliance between Florence, Naples, and
Milan. Piero “the gouty” was in ill health his entire life, and consequently began to train his son,
Lorenzo, from a young age, giving him diplomatic assignments to Milan, Venice, and Rome. 37
Despite his poor health, Piero was a competent diplomat and navigated increasingly tense
situations within the triple alliance following the death of Francesco Sforza in 1466, the Duke of
Milan that Cosimo had installed to prevent Venice from encroaching on the weak republic. 38
However, after the resolution of the crisis and Piero’s renewal of the Milanese alliance, public
opinion of Piero began to falter. While Cosimo had controlled Florence’s policy from behind the
scenes, Piero lacked the same finesse and the appearance of distance from his involvement in the
state. Even those who recognized Cosimo’s major power on the operations of the state were
consoled by Cosimo’s strength and intellect, which Piero lacked as an invalid. 39 Many influential
players, including Medici allies, felt Cosimo’s death was a natural time for a regime change, that
the single-family despotism should come to an end.
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Conspiracies against the Medici began in the context of reform, seeking to remove them
constitutionally from their seat of power. Reformers were unable to agree with one another,
though, and progress was nearly impossible.40 Those most committed to the end of the Medici
dominance were often those who had the most to gain by their removal, and the temptation
brought anti-Medicean reformers to violence. An attempt on Piero’s life was recorded in 1466,
when Lorenzo saved his father by advising him to take an alternate route to Florence from
Careggi after observing suspicious people on the route. 41 After this plot, which was followed by
a pro-Medici election at the Signoria, Piero regained some control over the city, but he still
suffered from the damaged reputation associated with 48 years in Cosimo’s shadow. 42
In 1469, Lorenzo was invited to fill the role as head of state as his father and grandfather
had done. His leadership during the period from 1469 to 1492 was fundamentally different than
that of Cosimo “Il Vecchio” (the elder), who preferred to control the city from behind the scenes.
Lorenzo “Il Magnifico” (the magnificent) presented himself to the public as a visible, personal,
and elite leader that mimicked a prince.43 Immediately he abandoned the image management
strategy that claimed the Medici were just like any other Florentine family; he had to be at the
center of every election and be the most generous patron of the arts. Quickly into his leadership,
Lorenzo’s patronage network dominated the Signoria, with the opinions of the popolo
unrepresented in the Signoria.
The balance of power that Lorenzo shared with the Signoria and other patrician families
proved to be delicate. Between 1472 and 1478, tensions rose between Lorenzo and several major
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players in the political realm, including Pope Sixtus IV, who took issue with Lorenzo’s
encroachment on papal lands, and the Pazzi and Strozzi families, who were two prominent
Florentine banking families hoping for the papal accounts currently serviced by the Medici bank.
The position of Archbishop of Florence opened up in 1473, and Pope Sixtus IV tried to appoint
Francesco Salviati, a close ally of the Pazzi, to the position, but Lorenzo requisitioned the
Signoria to hold up the nomination.44 The politics of these affairs angered some enough to plot to
assassinate Lorenzo, including Jacopo Pazzi, Francesco Salviati, and several of Lorenzo’s
enemies from his exercise of force in Volterra. Also involved was Pope Sixtus IV, who
supposedly did not support bloodshed in the conspiracy but desired to strip away Lorenzo’s
amassing power.45 On April 26, 1478, two priests attacked Lorenzo and his brother, Giuliano,
during mass in the cathedral of Santa Maria del Fiore. Giuliano was assassinated, but Lorenzo
escaped wounded. Salviati and Pazzi believed that an uprising was the only way to finish the job
and rid Florence of Lorenzo, and they tried to take the Palazzo della Signoria to secure their
safety. In response, the Signoria rallied a popular force to defend the Palazzo Medici and the
Palazzo della Signoria, executing members of the conspiracy on the spot and hanging their
bodies from the Palazzo della Signoria for all Florentines to see. 46 The Signoria and the crowd of
Medici sympathizers called upon the visual tradition of the piazza in a time of high emotion and
gravity. When political strife erupted in Florence, the piazza was always the place where citizens
gathered to facilitate change.
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Despite the chaos and trauma of the Pazzi conspiracy, its immediate impact worked in
Lorenzo’s favor; he no longer had to share his father’s fortune with his brother, his political
enemies were dead, and Florentines demonstrated their willingness to defend the household of
the Medici. There was one major consequence, though: Sixtus IV declared war on Lorenzo,
stating he was only invading Florence to end the Medici tyranny. Lorenzo fled to Naples until
1480, when he was triumphantly welcomed back into the city as a bearer of peace. He wielded
more power than many Italian princes, but was deeply insecure and untrusting after the attempts
to remove him from his position.47 His final twelve years as patriarch were characterized by a
lack of trust of outsiders and a deep commitment to family. After a relative of his wife became
Pope Innocent III, Lorenzo looked to legitimize his de facto princely status through the power of
the Catholic Church, and successfully pressured the pope into make his 13-year-old son
Giovanni a cardinal in 1489.48
This influence in the ecclesiastical realm, combined with his complete domination over
the Palazzo della Signoria, proved too much in the eyes of anti-Medicean conspirators.
Following Lorenzo’s death in 1492 and his son Piero’s succession, a conspiracy larger than the
Pazzi plot began, aided by diplomatic issues related to the movement of the French King Charles
VIII and his troops through Tuscany on their way to claim Naples. Piero had intended to engage
the French militarily to defend the Neapolitans and the Italian Peninsula, while increasingly the
public hoped the French would liberate Florence from her tyrant. When Piero tried to approach
the Palazzo della Signoria, he was refused entry because of his unsanctioned preparations for
military actions. Rumors of a coup and hostile crowds forced Piero and his brother Cardinal
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Giovanni to flee the city on November 8, 1494, while anyone remaining loyal to the family in the
city was arrested.49 Charles VIII of France negotiated with the Signoria, mediated by an antiMedicean preacher named Girolamo Savonarola, and consequently Florence was spared a brutal
battle with the French troops.50 With the impending threat diminished, Florentines began to pick
up the pieces and restore their republic, now free from the Medici overlords and the threat of
French invasion.
After 60 years of Medici control, Florence looked to a pre-1434 model of republican
politics to reassemble the state. The discussion which flourished in the Piazza della Signoria
between 1494 and 1512 upheld the square’s reputation as a contested space and provided an
updated image of Florentine identity that incorporated the narrative of Florence’s traumatic
fifteenth century. New symbols that appeared within the piazza broke with early precedents, but
their role as facilitators for public discussion persisted.
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Appendix 1

Palazzo della Signoria and Piazza della Signoria. 1298-1322. Florence, Italy.
https://library.artstor.org/asset/SCALA_ARCHIVES_10310197000.
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Appendix 2

Michelozzo di Bartolommeo. Palazzo Medici-Riccardi: exterior, detail of upper stories showing
Medici family crest (Florence, Italy). Begun 1446.
https://library.artstor.org/asset/AIC_350038.
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Donatello. Il Marzocco. 1418-20. Museo Nazionale del Bargello (Florence, Italy).
https://library.artstor.org/asset/ARTSTOR_103_41822000527216.

23
Appendix 4

Attributed to Benvenuto Cellini. Portrait Bust of Cosimo I de' Medici, Grand Duke of Tuscany.
ca. 1548–1553 The Fine Arts Museums of San Francisco (California, USA).
https://library.artstor.org/asset/AWSS35953_35953_27899596.
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Chapter 2: Shifting Conversations in the Piazza
The period of Medici expulsion from 1494 to 1512 was shaped in part by the preaching
of the anti-Medicean priest Girolamo Savonarola. His message focused heavily on renewal and
repentance, and he worked to elevate the status of Florence to the new Jerusalem from which the
purification of the Christian world would begin. He set great expectations for the city’s
government, claiming Florence’s Signoria must purify the city and turn back towards God. He
tied this to his condemnation of the Medici and cultivated an interest in morality in the city. 51
The relationship between Florentines and their city was expressed by new images in the Piazza
della Signoria, each of which emphasized the overthrow of tyranny and the triumph of the lowly
over the ostentatiously powerful. And yet, in the presentation of unlikely heroes, violence was
notably subdued. Donatello’s David (appendix 5) and Judith and Holofernes (appendix 6), as
well as Michelangelo’s David (appendix 7), all placed in the piazza in the Medici’s absence from
1494 to 1512, met the expectation of Savonarola’s call to higher Florentine morality while
documenting the history of struggle between Florence and her enemies.
However, a simple analysis of the statue’s moralizing themes would be incomplete.
Milner explains that the specific iconographic treatment, while relevant to the understanding of
the sculptures’ impact on Renaissance Florentines, was not the primary point of contestation
when they were installed in the piazza. Instead, the physical placement of the images among a
volatile political landscape reinvented the symbolism of the images without altering their artistic
attributes. Florentines drew conclusions about the statues by collecting information from the
political developments of the city and created preferred readings of each image that could vary
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depending on the occupant of the Palazzo behind them. More than being simply depictions of
virtue and morality, though, these statues were open symbols upon which the Florentines
projected their own narrative and meaning. 52 Thus, the conversation of the space was
transformed as new images entered the piazza, beginning with the two Donatello works in 1495
and advancing with the creation and unveiling of Michelangelo’s David in 1504.
Two of the statues added to the piazza during this period were older works, Donatello’s
bronze David and Judith and Holofernes. Though the exact dates of their production are
unknown, they were both commissioned by the Medici and placed in the courtyard and garden of
the Medici palace by 1469. Cosimo the Elder de’ Medici maintained a close relationship with the
Florentine sculptor, and it is possible that he commissioned both works. 53 The act of relocation
was symbolic to fifteenth century Florentines, as the statues moved from the private control of a
wealthy family to the contested public space outside the seat of Florentine republicanism.
Claiming the statues for the republic brought a sense of triumph to anti-Medicean Florentines,
who had long felt that the Signoria was privately controlled by the family and inaccessible to the
greater public. The treatment of these statues made them symbols of the new Florence, which
would not be dominated by a single family but governed by the priors who responded to the
wishes of the Florentine citizens exercising their rights in a parlamento. It was fitting that the
newly claimed sculptures were installed in the Piazza della Signoria where the public could view
the most recent plunders of the city in the wake of the Medici expulsion.
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The subject of Donatello’s David (appendix 5) comes from a popular story of triumph in
the seventeenth chapter of 1 Samuel, a book in the Old Testament of the bible, when a small and
unlikely Israelite hero, David, defeated the giant Philistine, Goliath, saving the Israelites from the
Philistine threat. David was able to defeat the fierce fighter by outsmarting him, using a rock in a
slingshot to fell him, after which he beheaded the giant. The story of David and Goliath was a
well-known subject of artwork commissioned in the Italian Renaissance, but Donatello’s
treatment was among the first to depict the hero in his moment of victory. 54 Although David later
became a king, the primary focus of Donatello’s narrative emphasized his triumph in battle as an
ordinary shepherd. Long before the bronze was installed in the center of the Medici’s courtyard,
an older marble David by Donatello stood inside the Palazzo della Signoria. As with any artwork
installed in and around the palazzo, the David was strongly associated with the republic, and the
image was speculated to have left a lasting impression on Cosimo as he resided in the palace
during his time as a prior in 1428. Consequently, when Cosimo commissioned his own David, he
likely intended for the image to contain a sense of civic pride. A possible inscription of the
Medici’s bronze statue was located in manuscripts from the 1470s, translated by Christine M.
Sperling as such:
The victor is whoever defends the fatherland. God crushes the wrath of an enormous foe.
Behold! a boy overcame a great tyrant. Conquer, o citizens!
Kingdoms fall through luxury, cities rise through virtues. Behold the neck of pride
severed by the hand of humility.55
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This inscription would have been understood in the context of Florentine military victories and
clearly exalts those who rise to the occasion to defend their city. Some scholars have speculated
the sculpture was created early in Donatello’s career and was commissioned shortly after the
Cosimo served in the Signoria and led Florence to victory over Milan in 1428. 56 Others date the
statue later to the 1450s well after Cosimo’s brief exile in 1434, which still indicates the
patronage of the image during Cosimo’s lifetime and upholds the triumphant interpretation. 57
The reading of this image would have been understood not just by the Medici, but by any visitors
to the palace and onlookers from the street. Thus, when the image was taken out of the courtyard
and displayed publicly, David immediately became a symbol of victory for the city.
The absence of a commission record for the bronze subject makes it difficult to determine
how the Medici instructed Donatello to treat the narrative, but the stylistic choices hint at the
intended message of the bronze sculpture. Unlike Michelangelo’s later depiction of David,
Donatello’s bronze shows a young, feminine hero, emphasizing the lack of physicality he
possessed when he defeated the Philistine challenger. David famously refused armor before
heading into battle, and Donatello’s rendering of a simple shepherd’s hat draws attention to the
incongruity between the muscular hero the Israelites expected to defeat Goliath and the boy that
God chose to defend Israel.58 Donatello’s bronze David was able to defeat Goliath not by his
physical strength but with the divine aid of God. 59 In the aftermath of the overthrow of the
Medici, Donatello’s bronze David became a symbol for a victorious and virtuous Florence. The
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Florentines displayed with pride the image that they had seized from the Medici palace. The
deepened association between Florence and David’s story only grew throughout the period of the
Medici’s exile, as later discussion of Michelangelo’s David will show.
The biblical story of Judith had a similar beginning to David, but ended with the retreat
of the figure from public heroism after the defense of her people was completed. Judith was
another Old Testament figure, a Jewish widow, who rose to defend Israel from the invasion of
the Assyrians with her wit, much like David. Judith tricked the Assyrian general, Holofernes, and
gained access to his personal tent. While he slept, she beheaded the king, crippling the Assyrian
forces outside her city of Bethulia and driving the Assyrians out of Israel. Unlike David, though,
she did not rise to the rank of king, but retired to her estate where she lived the rest of her life
piously. This difference serves as a moralizing message to citizens who are called upon to defend
the city in times of need and willingly retire to the ranks of the rest of the people after the
unwelcome tyranny is defeated.60 Her story was a popular subject of artwork not specific to
Florence, and the invocation of her story was frequently associated with the triumph of virtue,
humility, chastity, and self-control over pride and licentiousness. Her modest dress elevated
these themes and matched the expectation for women to prioritize their virtue above all else. The
determination in her expression distanced her from the violence of her action, also supporting her
domestication and maintenance of Jewish womanhood. When the violent act was finished, Judith
retained her virtue because she was not entrenched in pride or immorality. 61
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The message of Judith’s act of heroism and subsequent return to private life was
amplified as the statue was relocated from the private Medici garden to the most public and
contested space in Florence. The Medici’s private control over the Signoria was despised by
even the family’s allies, and Savonarola went as far as to label their personal influence as
tyranny. Post-expulsion Florentines were anxious about overextending their power in the public
sphere, and the newly installed image of Judith on the ringhiera of the Palazzo della Signoria
presented the perfect model for retreat from public intervention following the death of a tyrant. 62
When it was relocated, Donatello’s Judith and Holofernes (appendix 6) served as a reminder of
the honor of Judith’s morality and retreat to any ambitious patricians who had considered filling
the power vacuum left by the Medici. After the image was moved from the Medici palace to the
Piazza della Signoria, the original inscription was replaced with a strong message of
republicanism, translated as: “An exemplar of the public good. The citizens installed it here in
1495.”63 All visitors to the piazza were advised to learn from the story of Judith with the new
inscription, and the transfer of ownership to the people of Florence pointed out the city’s victory
over the Medici tyrants, now beheaded publicly in sculptural terms.
The stories of David and Judith both captured Florentine pride and morality as they
associated the city with biblical heroes called to defend their people. When they were in the
Medici’s courtyard, the images were visible from the street but remained just beyond public
domain. Both subjects depicted beheadings, which were considered an important symbol in
Florence, whose patron St. John the Baptist was beheaded despite his great virtue. Before they
were relocated, these images would have evoked Florentine pride and a reminder of the care with
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which Florentines must proceed in their governing of the republic and the debt they owe to
God.64 After the expulsion of the Medici and the relocation of the images, the sculptures played a
role in a second narrative in which the Medici were the tyrannical Goliath and Holofernes.
Florentines celebrated the courage necessary to sever the Medici’s connections to the head of
Florentine power in the Signoria as they placed the sculptures in the square.
Beyond the invocation of Florence’s morality and dependence on God’s will, though, the
introduction of these images to the Piazza della Signoria fundamentally shifted the civic
conversation of the piazza. Before their appearance, the Marzocco was the clear symbol of
Florence as it dominated the space. Now, the lion was one of several images representing the
identity of Florentines in the fifteenth century. Donatello’s David and Judith and Holofernes
documented a new development in the city’s history, the expulsion of the Medici. Despite the
criticism of the Medici’s influence in the Signoria, the piazza was free from symbols of one
specific family. Throughout the family’s sixty-year dominance of Florence, they kept their visual
manifestations of power out of the space. Although reclaimed by the republic for the years of the
expulsion, the two relocated images altered the conversation of the piazza to include the Medici,
now recognized as an undeniable part of the city’s development in the most important and
contested civic space of the republic. Like the lion, Judith and David became defenders of the
city against threats. Even more politically charged than Il Marzocco, their opponents were not
rival cities, but a tyrannical family from within, now deposed.
The introduction of the two new images in 1495 turned the page of Florentine history and
ushered in a new chapter of discussion in the piazza. This change was recognized by Florentines
at the time of their relocation, but it became the focus of civic debate nine years later when
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Michelangelo’s David (appendix 7) was nearing completion. This marvel supercharged the
political tension of the piazza and resulted in a practica, a meeting of important figures in the
community to make a recommendation, which was a function of the republic that Florentines
took great pride in.65 On January 25, 1504, a group of approximately thirty Florentines of great
influence, including Michelangelo, members of the Signoria, and various artisans like goldsmiths
and painters, convened to discuss the placement of the monumental sculpture. 66
Originally intended for a high buttress of Florence’s cathedral, Santa Maria del Fiore,
Michelangelo was commissioned to sculpt a giant David by the Operai del Duomo, the group
entrusted to oversee the adornment of the cathedral. The enormous block of marble had been
previously abandoned by a sculptor and remained in the Operai’s courtyard until Michelangelo
accepted the commission in 1501.67 Historians have struggled to determine exactly when the
original installation site was questioned, but there is a general consensus that Michelangelo
showed officials and the Operai the statue prior to completion and it was considered
exceptional.68 In the meeting, many of the speakers expressed dissatisfaction with the cathedral
as a location because it would place the viewer far away from the elevated sculpture, when such
an impressive work ought to be more accessible. The cathedral also lost popularity as an
installation site because of David’s full-frontal nudity, which was inappropriate for the religious
space.69 While a higher position would have lessened the shock value of the nudity on viewers, it
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appears from testimony at the meeting that the image was too symbolic and marvelous to be kept
at such a distance.
At the practica, most of the Florentines present supported an installation site that was in
the Piazza della Signoria. However, there were two different places within the space that the
statue could be placed, each of which would drastically change the message of David. One
faction of decision-makers favored an installation within the Loggia dei Lanzi, the covered
portion of the Piazza della Signoria. The other popular opinion was David be installed in front of
the Palazzo della Signoria without any overhead cover. This location would make it possible to
view the giant sculpture from several angles. The location also most directly associated the
image with the Signoria, as it would replace Donatello’s Judith and Holofernes with its
positioning.70 This debate is best understood with a visual and contextual analysis of
Michelangelo’s David as it was nearing completion.
Michelangelo’s David as an artistic work was unlike any other image that the Florentines
had encountered in their daily lives. At seventeen feet tall, the future king of Israel commanded
the space he occupied, dwarfing any visitors to Michelangelo’s workshop before the work was
completed. Michelangelo presented David as muscular and substantial, far different from
Donatello’s feminine bronze David that occupied the piazza. Michelangelo’s David did not lean
on a sword for support, nor was he grounded at the base by the severed head of Goliath. Instead,
Michelangelo’s sculpted David with lots of negative space, which at the figure’s extreme scale
displayed the mathematical genius required by Michelangelo to keep the figure standing.
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The attitude represented in marble differed from Donatello’s bronze as well.
Michelangelo’s rendering of the figure captured a moment before David felled Goliath. In his
right hand, the shepherd was depicted holding a rock, while his left hand had thrown the
slingshot over his shoulder. David’s eyes have been described as determined, as though he had
Goliath in his sights and was plotting his challenge against the giant. This deeply psychological
moment did not convey the same attitude of victory as Donatello’s work and was less interested
in divine intervention, evidenced by Michelangelo’s masculine treatment of the hero’s body.
Instead, the giant marble David provided Florentines with a symbol of determination, calling
upon their civic pride to be diligent in the defense of the city.
Like viewers of Donatello’s bronze David, Florentines who saw Michelangelo’s David in
1504 could easily identify their city with the biblical hero. In Florentine symbolic tradition,
though, the iconography was less relevant to the preferred reading of the statue than the image’s
placement. The psychological moment that Michelangelo captured, with David staring down the
brutal Philistine, was a familiar feeling in the city. In a post-expulsion Florence, members of the
patrician class and Signoria were determined to keep the Medici away and make the second exile
of the family from the city last longer than the first. Florentines had their eyes on the Papal States
of Rome to the south where the Medici family was exiled. Michelangelo’s image recreated the
tension and defensiveness of the Florentines, who immediately identified with David and
understood the role of Goliath to be played by the Medici. This identification of the Medici as
tyrants and invaders was unique from past treatments of similar subjects because the statue was
not generalizing Florence’s enemies like Milan or Siena. The production of this groundbreaking
image during the period of Medici expulsion from 1494 to 1512 gave it a different tone than any
other artwork installed in the piazza.
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The very action of staring down the enemy that Michelangelo unveiled in 1504 was the
largest point of contestation when determining the installation site. What Medici sympathizers at
the practica fought for with their support of an installation in the Loggia dei Lanzi was the
direction of David’s determined gaze. This site would deny viewers access to the entire image
and orient the gaze of David to a neutral direction, which dulled some of the effects that the
opposing faction hoped to gain with the direct placement in front of the palazzo. 71 If the statue
was installed in the open piazza, the preferred reading of David became increasingly antiMedicean because of the direction of the hero’s determined glare. In the location outside the
Palazzo della Signoria, the side profile of the figure was easily accessible, and viewers could
follow the direction of David’s gaze to the south of the piazza, the exact direction of the Medici
in exile.72
After statements from several people present at the meeting, the location of
Michelangelo’s David was decided: the image would be installed in the open Piazza della
Signoria, staring to the south and representing more than any previous image of the space the
determination of Florentines to defend their republic. This installation transformed the piazza,
which in the decade since the placement of Donatello’s Judith and Holofernes and David had
witnessed a significant transfer of power and the changing fortune of the city’s most prominent
family. The triumphant messages of Donatello’s works were dwarfed, both physically and
symbolically, by the elevated treatment of Michelangelo’s marble giant of Florence. Now, the
conversations of the sculpture within the Piazza della Signoria directly proclaimed Florence as
anti-Medicean.
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When it seemed that Florentines were united in the view that the Medici had no place in
Florence, the city’s instability created opportunities for the family to reestablish its dominance.
The rise and fall of Savonarola during the Medici’s expulsion reflected a volatile landscape in
Florence, and the intervention of several popes foreshadowed the Medici’s eventual return to the
city. Savonarola continued to preach about morality, but also advocated for popular government
that rejected the influence of patrician families and placed them on the same level as the popolo.
His supporters were shopkeepers and artisans, and as a result of his support for their involvement
in political discussion, Savonarola was privately despised by elites who did not want to share
their governing responsibilities with the common people. He also clashed with members of the
clergy as he attacked the ecclesiastical establishment and attracted the negative attention of the
pope.73 At the height of his popularity in 1497, Savonarola led the city-wide Bonfire of the
Vanities, which typically occurred during Lent but had never before been so passionate. His
preaching about the need to purify Florence for the sake of the Christian world led thousands of
men and boys to the Piazza della Signoria that year where they purged the city of luxuries,
“dirty” books, perfume, wigs, dolls, playing cards, images of nude women, and many other items
that were considered sinful in the upright society. 74
However, his crusade against sin and ecclesiastical hierarchy made Savonarola an enemy
of Pope Alexander VI, the Borgia pope who had shown no previous hesitation using force
against his foes. In 1498, Savonarola was excommunicated by the Catholic Church and his
preaching was deemed illegal. Many Florentines found themselves conflicted by this papal
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decree, as they did not want to risk excommunication by remaining loyal to the moral crusader.
Savonarola continued to preach in Florence despite his excommunication, triggering a plot to
arrest him by the pope and the Signoria, who saw how his popular government ideas threatened
their power. On May 28, 1498, after he was arrested and tortured, Savonarola was hanged and
his body was burned in the Piazza della Signoria in front of a large crowd. 75 In the same place
that the Franciscan friar had negotiated the safety of Florence from Charles VIII of France,
expelled the Medici, and led demonstrations of the purification of the city, Savonarola met his
end. His body was burned like another vanity from which Florence had to be purified, and the
piazza was once again proved to be the spot of the most contestation and symbolism in the city.
After Savonarola’s death, Florence experienced several more political crises both within
the republic and outside of it. Pope Alexander VI’s son, Cesare Borgia, invaded the Florentine
territories to gather land and grow his power on the Italian peninsula. Cesare was perceived as a
threat to Florence’s land and sovereignty, as he was accused of being involved in a conspiracy to
reinstate the Medici in 1501. Further complicating the situation were the several practiche
convened between 1499 and 1502 in an attempt to reform the Florentine government. Supporters
of Savonarola tried to adopt a form of popular rule while patricians looked for ways to solidify
their power. During this time of high tension and raised threat level, a Florentine named Piero
Soderini rose through the ranks of political office after serving as a diplomat to France. He was
one of the twelve ottimati (elite) who devised a plan to make the Standardbearer of Justice a
lifetime position. In a highly contested election, Soderini was elected to the office in 1502, and
he became one of the most controversial leaders in Florence, second only to Savonarola. 76
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The ten years of Soderini’s leadership were markedly different from those of the Medici.
While the family had attempted to stay out of office and remain influential through their
connections, Soderini had an elected position to uphold his leadership. His success was assisted
by the death of Pope Alexander VI in 1503, whose successor Pope Julius II immediately crushed
the claims of Cesare Borgia, for whom his father had been amassing land. After the threat from
the south was subdued, Soderini and the Signoria launched a war aimed at recapturing Pisa.
Florence struggled in the early years of the war, as there was a high turnover rate in captains, and
the overlapping roles of the various facets of Florence’s government made it difficult to act
quickly. The Signoria was slow to approve the necessary taxes to finance the war, and Soderini
often found himself in the role of negotiator. Over time though, Soderini led Florence to victory
over Pisa in 1509. Both the Signoria and Soderini received high praise for their restoration of
Florentine pride, and for the first time in years Florence appeared in a position of strength on the
Italian peninsula.77
Of course, while they were absent from the city, the Medici had been plotting to return
home and take over Florence, much as Cosimo the Elder had done in 1434. The opportunity
came a few years after Florence’s good showing against Pisa, and was primarily facilitated by
Cardinal Giovanni de’ Medici. Piero had died in 1503 and numerous members of the elite in
Florence held onto their connections with the family because of Giovanni’s close relationship
with Pope Julius II. They hoped for the day when Florence no longer had to respond to the
wishes of the popolo and quietly supported the Medici’s attempts to regain control of the city. In
1512, the setting was finally right, and aided by Cardinal Giovanni the pro-Medici faction of
Florence seized the opportunity to bring the family out of exile.
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Despite the differences between Piero de’ Medici and Piero Soderini, the two lost control
of Florence in strikingly similar ways when their time was up. Piero de’ Medici fled Florence as
a result of the French invasion of Tuscany in 1494. Florence’s relationship that was formed with
France, which was indebted to the French intervention in expelling the Medici, persisted
throughout the period of the Medici expulsion. In 1512 though, the fate of French troops in Italy
changed, and Piero de’ Medici’s fortunes changed with them. Pope Julius II had adopted an antiFrench policy and placed pressure on his allies in the Holy League to sack Florence for its
complicity in the French occupation of the peninsula. 78 Piero Soderini was forced to flee
Florence, and Cardinal Giovanni de’ Medici was successful in reinstalling Medici control over
Florence with a primarily elite Signoria. The following year, the death of Pope Julius II turned
the tide even more in the favor of the Medici when Cardinal Giovanni de’ Medici was elected to
the papacy as Pope Leo X, where he possessed more wealth, influence, and power than any
previous Medici patriarch.79
With their period of exile behind them, Medici power in Florence after 1512 quickly
eclipsed the power of the popolo. By pushing out the Medici in a time when the family had been
trying to restrain themselves from absolute control, the anti-Medicean Florentines only added
fuel to the fire for when the family returned. Florence after the return of the Medici transformed
the Piazza della Signoria into the most saturated and contested space in Florentine history. Old
symbols of republicanism were displayed alongside statues sealed with the Medici’s new and
powerful crest, a ducal crown, that surpassed the function of Cosimo the Elder’s palle. The
explosive discussion of the piazza, created by Donatello’s two bronze figures and
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Michelangelo’s marble giant, turned in a very different direction that documented the Medici’s
growing power unlike any previous leader of the republic.
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Chapter 3: Consolidating Medici Power in the Piazza and Beyond
The power of the Medici following their return from expulsion in 1512 did not follow a
simple path to overwhelming control of Florence. An intense power struggle between the Medici
popes, the Florentine political elite (ottimati), and the popolo meant frequent changes to the
structure of Florentine government, including a three-year revived republican era and Medici
expulsion from 1527 to 1530. However, after 1530 Medici power became less contested, with
control finally consolidated into the hands of Duke Cosimo de Medici in 1537. There were no
freestanding sculptures added to the Piazza della Signoria during the twenty turbulent years
following the Medici’s return in 1512, signifying the struggle for power and the will of the
Medici to oversee a project. The Medici’s return to the city was not as simple as it had been in
1434—the family was missing a wise and politically competent pater patriae like Cosimo the
Elder, and the Medici popes struggled to control Florence’s affairs from Rome. However, their
rule and influence in Florence were influential in creating Duke Cosimo’s forceful technique of
ruling that he needed to affirm his position in the city from 1537-1574. The first two statues
installed in the Piazza della Signoria after 1512, Bandinelli’s Hercules and Cacus (appendix 8)
in 1534 and Cellini’s Perseus with the Head of Medusa (appendix 9) in 1553, tell the stories of
two different Medici rulers as they navigated Florence’s chaotic political scene and furthered the
personal interests of their family.
The initial period after the Medici’s return from exile in 1512 was characterized by the
lack of a strong, competent patriarch in the city. Cardinal Giovanni de’ Medici was elected to the
papacy as Pope Leo X in 1513, and while he tried to keep a heavy hand in Florence’s affairs
from Rome, he needed a reliable leader to handle Medici interest in the city and keep the
reputation of the family alive. His initial pick for leader of the Medici in Florence was his
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younger brother, Giuliano de Medici (1479-1516). Giuliano was unpopular among Florentines
because of his disinterest in leadership and frequent absences from the city. He was, however,
raised in Florence and familiar with the republican system, which was more than what could be
said about Giuliano’s nephew Lorenzo de Medici (1492-1519), who also worked to advance the
family’s interests in Florence during Leo X’s pontificate. Lorenzo was born two years before the
Medici’s exile and spent most of his adolescence in Rome, where he became accustomed to the
lavish courtly life which made political leadership unappealing. 80 His time in Rome was filled
with promiscuity, and in 1511 Lorenzo fathered a dark-skinned, illegitimate son with a slave
named Alessandro de Medici, who would later became the first Duke of Florence. 81 With the
guidance of his uncle Giuliano, Lorenzo and eight advisors ran the affairs of the Signoria without
concern for the reactions of the popolo, straying far from the behind-the-scenes approach of
Cosimo the Elder.82
Pope Leo X endowed both Giuliano and Lorenzo with great authority. Giuliano became
Leo’s primary executor of Medici interest in Florence, and in 1515, Giuliano became the Captain
General of the Church. In this position, he had control over the papal armies, but he was unable
to execute many of Leo X’s plans, as he died in 1516 with no male heir. Lorenzo was similarly
given a position as the Captain General of Florence in 1515, which helped secure his status
among the ottimati without Giuliano to reinforce his authority. 83 In 1516, Leo X made Lorenzo
the Duke of Urbino in order to replace a family member of his predecessor, Pope Julius II. After
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the death of Giuliano in 1516, Lorenzo returned to Florence to maintain the family’s affairs. In
Florence, he was unpopular because of the draconian punishments he handed out to his critics,
his high tax rates, and his lack of consultation of Florence’s other prominent families in political
affairs. He also entrusted the rule of Florence to his mother, Alfonsina, who was Neapolitan,
while he was away from the city. By leaving an outsider to govern Florence who also happened
to be a woman, the list of Florentines opposed to Lorenzo only grew. 84 Unfortunately for Leo X,
though, Lorenzo also died young and without a legitimate male heir. 85 On April 13, 1519,
Lorenzo’s wife Madeleine gave birth to Lorenzo’s only legitimate child, a daughter named
Catherine. The rejection of Alfonsina in Lorenzo’s absence was an early indicator that female
rulers were unlikely to succeed in Florence, so instead the second Medici pope, Pope Clement
VII, arranged Catherine’s marriage to King Henry II of France in 1547, making her a queen and
maximizing the family’s power in a new way. Neither Madeleine nor Lorenzo would live to see
that, though, as Madeleine died on April 28, 1519, just a few weeks after giving birth to
Catherine, and Lorenzo died from syphilis on May 4, 1519. 86
Leo X’s next attempt to maintain the family’s relevance in city affairs led him to tap his
cousin, Giulio, for leadership in Florence. With his authority as pope, Leo X declared Giulio to
be a legitimate son of Giuliano de’ Medici, who was murdered in the Pazzi conspiracy in 1478.
This removed the barriers between Giulio and ecclesiastical leadership, as illegitimate children
were unable to hold high church office. He was made Cardinal in 1513, and he served as one of
Leo X’s closest advisors.87 In Florence as Cardinal, Giulio proved more successful than Giuliano
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or Lorenzo at making the ottimati feel respected. To set a good impression, he reconciled with
many prominent Savonarolans, held open discussions with leading citizens, and negotiated
constitutional reform. However, these gestures were largely for show, as he overlooked the
ottimati for appointments in good offices in favor of Medici allies from across Florence’s subject
territories. This angered many Florentines who did not want to be ruled by people considered to
be their subjects.88
Cardinal Giulio handled Medicean criticism in Florence with his heavy-handed approach
to governance, but he had ambitions beyond the power struggle in Florence’s aristocratic
republic. Following the death of his cousin Pope Leo X in 1521 and the year-long pontificate of
Pope Adrian VI, Cardinal Giulio de’ Medici was elected to the office as Pope Clement VII in
1523.89 He faced a number of challenges, including the effects of the Protestant Reformation on
the Catholic Church, the invasion of Italy by the troops of the Holy Roman Emperor Charles V,
and a revolt in Florence in 1527 that exiled the Medici from their home for three years. After he
left Florence to assume the papacy, Clement VII left two young Medici, Ippolito and Alessandro,
to maintain the family’s power in an increasingly hostile political environment. Ippolito was an
illegitimate son of Giuliano known for his lavish parties and charm, while Alessandro, the son of
Lorenzo and grandson of Piero the Gouty, was favored by Clement VII but regarded as
calculating and ugly, as he had a dark complexion that lowered his status in Florence. 90 After
Lorenzo’s death in 1519, Leo X was quick to legitimize Ippolito and possibly Alessandro as a
“spare heir,” but it was widely understood that both boys were the product of extramarital
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affairs.91 Many ottimati viewed Lorenzo as the last legitimate Medici, and notable politicians like
Machiavelli began to envision a post-Medicean Florence. 92
In 1527, the ottimati’s grievances with the Medici reached a new high as a result of
Clement VII’s failure to protect Florence from imperial troops, and Florence erupted into chaos.
Clement VII was unskilled in dealing with Emperor Charles V, frequently making promises to
protect imperial interests and then quickly breaking them because of his personal resistance to
imperial forces on the Italian peninsula. On one such occasion, Charles responded to Clement
VII’s infidelity by sending troops towards Rome in 1527, where they were set to pass
dangerously close to Florence. 93 Panicked, Clement VII renegotiated with Charles to spare
Florence, and the imperial forces turned to instead sack Rome ten days later. This afforded
Florentines enough of a break to turn against the Medici, who they saw as the reason for the
invasion. While Ippolito was away from Florence and Clement VII was held prisoner in the
Castel Sant’Angelo, several competing factions of ottimati revolted successfully and
reestablished some of the offices of the old republic, including the Great Council. 94 The restored
republic lasted from 1527 to 1530, during which Florentines were divided between loyalty to the
Medici, their personal familial interests, or a dream of the earlier republic of 1494-1512. 95
Out of power in his home city and the Papal territories, Clement VII was forced to make
another deal with Charles V, but this one he had to keep. While imprisoned, Clement VII knew

91

Fletcher, The Black Prince of Florence, 22-25.

92

Najemy, A History of Florence, 436-438.

93

Najemy, 447.

94

Najemy, 449.

95

Najemy, 450.

48
that his position as pope afforded him special powers which appealed to Charles’ personal
interests. Charles’ aunt was Catherine of Aragon, wife of the English King Henry VIII. Henry
VIII had appealed to Clement VII for an annulment of his marriage from Catherine of Aragon,
which would bring her shame and disgrace. Charles and Clement VII agreed that if Clement VII
did not grant Henry the divorce, Charles would provide his imperial army to reinstall the Medici
in Florence. Clement VII denied Henry VIII the divorce, and in June 1529, Charles and Clement
VII signed the Treaty of Barcelona, in which the emperor agreed to put the Medici back in power
in Florence and arranged for the marriage of his illegitimate daughter, Margaret of Austria, to
Alessandro de’ Medici.96 The marriage strengthened the ties between the pope and the emperor,
and both agreed that the couple was in need of a principate to properly elevate them above
Florence’s political elite.97 In the time between the treaty and the siege, Florence spent months
preparing a militia, and even enlisted Michelangelo to prepare the city’s fortifications as
Governor General and Procurator of the Fortifications.98 The attack began in October 1529, and
Florentine troops took slow losses while keeping their spirits high, but by August 12, 1530 the
militia could no longer stand up to the skilled imperial forces. Florentine negotiators received
approval from the Great Council to pay 80,000 florins for the siege to be lifted, sparing them
from a crushing final battle.99 After three uncertain years, Clement VII secured Florence for the
Medici just as earlier Medici patriarchs had before him when confronted with a republican
challenger.
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The republic of 1527-1530 was not the last obstacle the Medici would have to face to
reassert power over Florence, but it was the last period where the Medici lacked a formal
position in the city. After Florence’s surrender, the territory became an imperial protectorate.
Clement VII’s representatives disbanded the revived republican institutions, including the
militia, and turned over the government to be restructured by the emperor. On October 28, 1530,
Alessandro de’ Medici was once again installed as the head, or “caput,” of the republican
government, and by February 1531 he was elected perpetual head of Florence by the pope’s
chosen ottimati.100 In 1531 and 1532, Clement VII convened meetings with the Florentine
ottimati to gather opinions about the institution of a principate, which they agreed to on the
condition that there was a position for them in consultative roles to Alessandro. The hostility of
the popolo during the revived republican period in 1527 made the ottimati more willing to work
with the Medici than share their power with the public. In April 1532, a committee of twelve
reformers wrote a new constitution, and Alessandro became the hereditary Duke of the
Florentine Republic. On May 1, the last priorate released all sovereignty to the duke, two months
shy of the priorate’s 250th year, signifying the Medici’s eclipse of the republic and ending the
need for Alessandro’s manipulation of the Signoria, at which his great-grandfather Lorenzo the
Magnificent had been so skilled. Over time, Duke Alessandro would limit the influence of the
ottimati and eventually strip them of their power completely. 101
In many ways, the complex history of Bandinelli’s bronze Hercules and Cacus (appendix
8) mirrors Clement VII’s struggle to keep Florence in his grasp. The block of marble Bandinelli
used to create the sculpture was originally intended for Michelangelo in the period of the Medici
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expulsion from 1494-1512. Piero Soderini, Florence’s Standardbearer of Justice, invited
Michelangelo to create a second colossus for the Piazza della Signoria that would stand in the
opposite portal from Michelangelo’s David, serving as a protector of the seat of republican
power.102 In 1508, Michelangelo had completed a few preliminary sketches for a Hercules;
however, Michelangelo’s plethora of commissions in Rome and the fall of the republic in 1512
left the project untouched until 1525.103
The marble block and the commission were largely forgotten by the public, but Pope
Clement VII revived the idea in 1523, awarding the commission to Baccio (Bartolommeo)
Bandinelli. Bandinelli was the son of Michelangelo di Viviano, a talented sculptor who was
regularly working for the Medici for at least three years before Bandinelli was born in 1493.
Beyond the duties of a sculptor, Michelangelo di Viviano was entrusted with the Medici family’s
antiques, which formed a strong bond between the two families. 104 Baccio Bandinelli began his
professional career with a commission in 1512, around the same time as the Medici returned to
Florence. He frequently sent gifts to Cardinal Giovanni de’ Medici (later Pope Leo X) and his
younger brother Giuliano de’ Medici, from whom he received increasingly complex
commissions.105
Bandinelli’s career in the service of the Medici made him unpopular with Michelangelo
and other pro-republic Florentines, and Clement VII’s choice to award him with the commission

102

Michael David Morford, “Carving for a Future: Baccio Bandinelli Securing Medici Patronage through His
Mutually Fulfilling and Propagandistic ‘Hercules and Cacus’” (dissertation, Case Western Reserve University,
2009), 2-3.
103

Morford, 5-6.

104

Morford, 7-8.

105

Morford, 9-10.

51
for the piazza’s second colossus enraged the anti-Medicean public. Many of his political
opponents regarded him as an untalented sculptor inferior to Michelangelo. 106 While the marble
block was being moved down the Arno to Florence, it accidentally fell into the river and sunk to
the bottom. Critics of Bandinelli described the incident as the block “attempting suicide” because
it had learned of its fate to be carved by Bandinelli instead of Michelangelo. 107 Clement VII,
determined that the statue be completed, hired an engineer to divert the river and haul the block
from the river bed. His interest in having Bandinelli complete this important image testified to
the potency he knew it could bear when finally installed in the Piazza della Signoria. 108
The plunge of the block into the Arno was not the last barrier between Bandinelli and the
completion of Hercules and Cacus, though. The sculptor was unable to make much progress on
the image before 1527, when he fled to Lucca during the expulsion of the Medici. 109 During
Bandinelli’s absence, Michelangelo petitioned for the commission to be returned to him, hoping
for a chance to outshine his David and end the embarrassment of losing the commission to a
younger and less talented sculptor. He began new designs for the block, but quickly became
preoccupied in his role fortifying the city in preparation for Charles V’s siege. 110 Once the
Medici were reinstalled in the city, Clement VII urged Alessandro de’ Medici to oversee the
completion of the project. Aware of his precarious position with the ottimati, Alessandro did
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little to help Bandinelli, whose work was slowed by anti-Medicean factions and loyalists of
Michelangelo.111
Despite the hurdles, Hercules and Cacus was finally completed and installed in the
Piazza della Signoria in 1534, some 27 years after it was first imagined by Soderini and
Michelangelo.112 The sculpture broke with the traditions of the space in several ways. Hercules
and Cacus was the first nonreligious figural statue placed in the piazza which also happened to
contain a well-known symbol of the Medici family. Inside the Palazzo Medici, paintings and
sculptures of Hercules were on display to link the hero’s virtue with the family, and in 1492
Michelangelo completed a marble Hercules to honor the death of his first patron, Lorenzo “Il
Maginifico” de’ Medici.113 The family appropriated the symbol of Hercules to represent their
personal victories and virtues, placing themselves at the center of Florence’s political imagery.
Hercules was an attractive figure from Roman mythology for Clement VII and
Alessandro to associate themselves with because Hercules was remembered as an exemplary
ruler that princes were supposed to model their rule after. 114 Hercules was upheld like David for
his triumphs over external enemies, but also revered for his triumphs over internal enemies, like
lust and evil. An essential part of the Renaissance understanding of Hercules was his inner
struggles, and by conquering them as he fought exterior enemies, he was elevated to the status of
an exemplary citizen worthy of the highest leadership position. His victories represented the
reinstallation of civic order, justice, and liberty. 115 By identifying themselves with Hercules, the
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Medici implied their struggles with internal enemies were the marks of virtue and strong
leadership, and also placed their enemies into a role of pure evil, since Hercules represented
goodness.116
Bandinelli’s treatment of the violent story of Hercules and Cacus also contributed to the
intended message of the image. While the mythological tradition says that Hercules slayed
Cacus, Bandinelli showed the hero in an action of mercy. Hercules tempered his anger with the
thief and clearly defeated him as he held him between his legs. Cacus upward gaze at the palazzo
is paired with an expression described as supplication, while Hercules stood proud in victory and
chose to grant Cacus clemency. The invocation of the theme clementia, or the gift of mercy from
a strong and virtuous ruler, directly referenced Pope Clement VII, who saw in the statue the
mercy he extended towards Florence during the siege of 1530 which prevented the city’s total
destruction.117 While Hercules and Cacus’ companion, David, labelled the Medici as tyrants,
Bandinelli’s 16-foot giant portrayed the family as merciful towards their defeated republican
enemies.
Unlike the relocation of Donatello’s bronze works from the Medici courtyard, the Medici
had direct control over the creation and placement of Hercules and Cacus in the piazza. The
struggle to give Bandinelli the commission, move the marble block to Florence, and manage the
political fallout of their return from exile in 1530 made this statue different from the rest. In their
moment of triumph, the Medici installed an image of mercy in the Piazza della Signoria to set the
tone for the piazza and all Florentine political affairs. When tested, the Medici would not hesitate
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to take down an opponent, but they possessed enough Herculean virtue to refrain from excessive
violence when clemency was an option.
Of course, an anti-Medicean faction still existed in Florence, but many of the critics of
the family had been exiled in 1530 after Clement VII and Charles V seized Florence. Among the
anti-Medicean Florentines was Lorenzo di Pierfrancesco de’ Medici, a descendant of Lorenzo di
Giovanni di Bicci, brother of Cosimo the Elder. 118 Though from a distant branch of the Medici,
Lorenzo longed for the reinstatement of Florence’s republican institutions and resented
Alessandro’s ostentatious shows of wealth and power. His personal inheritance was squandered
by his father, and Lorenzo came to rely on Alessandro for support. 119 Following the death of
Pope Clement VII in 1534, the exiled elites who opposed Clement VII began stirring up more
resentment against the increasingly tyrannical Alessandro, which Lorenzo found himself aligning
with despite his close relationship with the duke. 120 On January 6, 1537, Lorenzo betrayed his
cousin’s trust and assassinated Duke Alessandro, after which he fled to Venice where he was
welcomed as a “Brutus” by anti-Medicean exile Filippo Strozzi. 121
The death of Alessandro took the ottimati by surprise; on one hand they were grateful to
be rid of the ruler who had pacified them, but on the other they feared an invasion from the
German emperor, who would try and preserve the principate and surrender control over
Florence’s fate to a foreigner. Unwilling to try another republic after the hostility of the popolo
in 1527, the ottimati compromised and elected seventeen-year-old Cosimo de Medici to assume
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Alessandro’s role as the head of Florentine government. Cosimo de Medici was related to a cadet
branch of the family through his father and the main branch of the family through his mother.
The ottimati were primarily attracted to his youth and inexperience, hoping they could make a
puppet ruler out of him.122 But the ruling elite misjudged the young Cosimo. As Duke of
Florence and later Grand Duke of Tuscany, Cosimo de Medici ended the uncertainty of the
Medici’s role in Florence with crushing force.
He first proved himself in a battle at Montemurlo, where the remaining anti-Medicean
exiles like Filippo Strozzi brought several thousand troops to fight against the newly installed
Cosimo. The invading group was surprised on August 2, 1537, by imperial forces who took
orders from Cosimo, and the exiles were humiliated in a swift defeat. Some of the leaders were
beheaded in the Piazza della Signoria, continuing the tradition of public admonition of the ruling
power’s enemies. Charles V was sufficiently impressed and gave Cosimo the ducal title with
confidence two months later.123
Cosimo rose to the title of duke more than Alessandro had, and expertly consolidated his
power through loyal, non-ottimati advisors. In his time as duke, Cosimo survived Charles’
continued influence over the city, hostility from Pope Paul III and the French, and a political elite
that sought to manipulate him.124 Without modifying the republican constitution or eliminating
offices, Cosimo experimentally transferred legislative power to himself over a series of years.
Executive power was performed on his behalf by auditori, who were appointed by Cosimo for as
long as he trusted them and protected ducal jurisdiction from institutional challenges. 125 The
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ottimati were no longer a political elite, but transformed into a social and courtly aristocracy
under Duke Cosimo. To signify his hegemony over Florentine political operations, Cosimo left
the Palazzo Medici in 1540 and moved his family into the Palazzo della Signoria, transforming
the once sovereign republican space into one of private ownership. 126
Duke Cosimo was attentive to the symbols of the piazza that documented Florence’s
political identity throughout the ages and was especially concerned with Donatello’s Judith and
Holofernes, which was removed from the Medici courtyard and claimed for the republic during
the Medici’s exile from 1494-1512. Judith’s decapitation of Holofernes in the bronze work had
come to represent the 18-year republic beheading Florence’s tyrant, the Medici, and the duke
was eager to delegitimize the republican message of the image. In 1544, Cosimo commissioned
Benvenuto Cellini to create a bronze sculpture for the Loggia dei Lanzi that would undermine
the impact of Judith and Holofernes and symbolize his victory over his republican opponents.127
The subject of this new work, Perseus, would be a new figure in Florence’s visual landscape, but
the action of beheading continued the tradition set by Donatello and gestured to Florence’s
relationship with St. John the Baptist.128 Unlike Judith and Holofernes, though, Perseus with the
Head of Medusa (appendix 9) portrayed a female monster dead at the hands of a virtuous hero.
While some viewers found Judith’s story inappropriate because of the prevailing negative view
towards women who kill, viewers of Cellini’s work would have no doubts about the integrity of
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the decapitator when the figure was installed in 1554. With Medusa died the notion of
matriarchal strength in the piazza embodied by Judith. 129
Although there is little information about the commission to confirm, viewers of the work
quickly identified the figure of Perseus with Duke Cosimo. 130 Cellini depicts the duke as a hero
engaged in a personal act of violence against someone who was influential in his rise to power,
making Medusa represent the republic in the image. Medusa’s twisted and motionless body at
Perseus’ feet signified the dramatic and definitive end to her life, unlike the hesitant and weaker
Judith who needed two swings to behead Holofernes. The placement of Medusa’s body under
Perseus’ foot resembled Cosimo’s stability and skill in defeating the enemy and remaining
firm.131 The violence of Perseus reflected the absolutist tendencies of Duke Cosimo, who was
unafraid to seize what he wanted by force. Cellini showed off Medusa’s blood as it fell from the
bottom of her head and her decapitated body, and Perseus held her decapitated head proudly,
while Donatello emphasized Judith’s modest appearance and subdued the violence of the
murder.132 Through this image, Duke Cosimo advertised that he had ruthlessly destroyed the
republic’s hope of overtaking him.
Additionally, Perseus with the Head of Medusa was the first image in the space to
highlight violence alongside the virtue of the subject. This theme was tied to Cosimo with the
decorations on the base of the statue, which told the stories of Perseus’ heroic deeds and their
divine sanctions. Throughout his career, Cosimo reinforced his rule with religious metaphors,
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frequently invoking the idea that he had a unique closeness with God because of his position as
duke.133 Cellini also invoked the memory that Cosimo’s position as Florence’s hero was, like
Perseus, the result of bloodshed, with the assassination of Duke Alessandro and the battle at
Montemurlo. It was easy to identify Cosimo in the role of Perseus, as he made no attempt to hide
his intentions of domination, like Perseus’ proud display of the vanquished monster’s head. 134
The difference between the early Medici principate under Duke Alessandro and the later
period under Grand Duke Cosimo I was visually present in the piazza in the iconographic
choices of Bandinelli in Hercules and Cacus and those of Cellini as he sculpted Perseus with the
Head of Medusa. While Hercules was shown in a moment of clemency, Perseus was depicted at
the center of violence and gore. Alessandro lacked the control and intimidation to elevate a
violent image in the piazza, and the merciful message of Hercules and Cacus matched his
cautious leadership as duke. Cosimo, though, did not hold back from violence in either art or
political struggle. He executed several enemies during his time as duke, becoming an administer
of justice like the heroic Perseus.135 Later in his political career, Cosimo would use crushing
force, intimidation, spies, censorship, and his protectorate relationship with the Holy Roman
Empire to become a political force on the Italian peninsula. While displeasure with his rule
persisted, there were no more revolts or organized opposition because of his tight grip on the
state’s affairs.136
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No previous man in history made such an impact on the Piazza della Signoria. When he
moved his residence to the Palazzo della Signoria in 1540, Cosimo became the lone face of
Florence’s government by claiming the palace as his own. The space that once belonged to the
people now had a single owner endowed with aristocratic power. The Hall of the Great Council,
the room where the Signoria governed during the Medici’s exile from 1494-1512, was
transformed in the duke’s personal audience chamber and reception hall. 137 The protected space
that had been so precious to the people was violated, crushing the spirits of pro-republic
Florentines. However, the old home of Florence’s republican council proved to be too small and
lacking in personality for the duke and duchess of Florence. In the 1550s Cosimo and his wife,
Eleonora of Toledo, purchased a large palace that once belonged to the Pitti family and began
transforming it into their ducal palace. Cosimo had a passageway constructed that connected the
Pitti palace with the Palazzo della Signoria and the Uffizi, where the offices of the duchy were
located, sparing him from having to travel along the streets of Florence and interact with his
subjects. By the end of the century, Cosimo’s successors abandoned the Palazzo della Signoria
completely and made the Pitti palace their primary residence. After the official move, the
Palazzo della Signoria became known as the Palazzo Vecchio, or “old palace.”
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republican Signoria had no chance of revival in the Medici’s duchy; the palace and open square
which once represented republican values and Florentine identity became a monument to what
had passed. With more finality than Duke Alessandro could ever achieve, Cosimo laid to rest the
old ways of Florentine governance.
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Duke Cosimo’s bountiful political power could not erase Florentine memory or the power
of the Piazza della Signoria as a place for citizens to gather meaning about their identity, though.
After the installations of both Hercules and Cacus and Perseus with the Head of Medusa, critics
of the principate published satirical attacks of the images and covered them with graffiti. The
Medici’s domination of Florence’s affairs and patronage of self-aggrandizing statuary could
never completely eradicate the civic values that defined the space. 139 The enduring legacy of the
republic and the relationship between Florentines and the piazza would continually vie with the
Medici’s inundation of the space. While the Medici’s exile from 1494 to 1512 shifted the
conversation within the piazza to permanently include the family, the persistence of the piazza as
a republican space under the powerful dukes demonstrates that the Piazza della Signoria did not
exist separately from the memory of the Florentine republic.
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Appendix 8

Baccio Bandinelli. Hercules and Cacus. 1527 – 1534. Piazza della Signoria (Florence, Italy).
https://library.artstor.org/#/asset/SCALA_ARCHIVES_1039931532
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Appendix 9

Benvenuto Cellini. Perseus with the Head of Medusa. 1545 – 1553. Loggia dei Lanzi (Florence, Italy).

https://library.artstor.org/public/SS7729519_7729519_11925246
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